In Chapter 11 of J.-K. Huysmans' A Rebours (1884) (usually translated as Against Nature), Des Esseintes, its reclusive hero, inspired by reading Charles Dickens, leaves home with the intention of visiting London. He never arrives. Instead, he succeeds in experiencing the whole of London, England, and English culture, in Paris, without even getting on the train. Wearing a suit made in London, and placing 'a small bowler on his head', he envelops himself in a 'flax-blue Inverness cape' and sets off in grey, wet (typically English) weather.
chapter is, 'Paris on the Eve of Death', which describes the evening of Sunday, 21 May 1871, the night before la semaine sanglante. The situation of the narrator is clearly that of a participant, but at the same time, the chapter's grandiloquent opening paragraph addresses an international audience, specifically the reader situated at a distance, outside Paris, seeking to draw him or her into the city, which, thanks to the revolution, has become the focus of the world:
The Paris of the Commune has but three days more to live; let us engrave upon our memory her luminous physiognomy.
He who has breathed in thy life that fiery fever of modern history, who has panted on thy boulevards and wept in thy faubourgs, who has sung to the morning of thy revolutions and a few weeks after bathed his hands in powder behind thy barricades, he who can hear from beneath thy stones the voices of the martyrs of sublime ideas and read in every one of thy streets a date of human progress, even he does less justice to thy original grandeur than the stranger, though a Philistine, who came to glance at thee during the days of the Commune. The attraction of rebellious Paris was so strong that men hurried thither from America to behold this spectacle unprecedented in the world's history -the greatest town of the European continent in the hands of the proletarians. Even the pusillanimous were drawn towards her.
borrow Huysmans on London, 'a gigantic measureless' Paris, which requires an external view to register its transformation into something new.
This double perspective of the insider/outsider is continued in the next paragraph using the device of a visitor from the provinces who asks to be shown the truth of the city:
In the first days of May one of our friends arrived -one of the most timid men of the timid provinces. His kith and kin had escorted him on his departure, tears in their eyes, as though he were descending into the infernal regions. He said to us, 'What truth is there in all the rumours spread about?' 'Well, come and search all the recesses of the den.'
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There follows a tour, where the reader, following the timid visitor, is given a panoramic, or more precisely a dioramic (because we move through the city, rather than it revolving around us), sweep through the city. The tour begins at the Bastille and ends at the Palais des Tuileries, both symbolic locations in French revolutionary history. We are plunged into the hubbub of the streets, where Then back again, past co-operative enterprises and, as the afternoon becomes evening, through crowds going to the theatre, churches put to new uses where 'the Revolution mounts the pulpits', and feminist speakers at a women's club, to a public concert in the Palais des Tuileries in aid of the widows and orphans of the Commune.
21
The text's double perspective is temporal as well as spatial. A proleptic commemoration of those who are about to fall in the massacres of the week to come is figured in the funeral procession to the Père Lachaise cemetery, which was to be the site of one of the Communards' last stands and the location of a mass grave. The wall in the cemetery against which Communards were shot is now known as 'le mur des fédérés', a plain, unadorned memorial to the Commune, featuring a lone plaque: 'Aux Morts de la Commune 21-28 Mai 1871'. Thus, the concert in aid of bereaved families anticipates the work of memorialization to come, of which Lissagaray's history was an early example. But this temporality of before and after is situated within a perspective that uses distance to encompass the Paris Commune as a whole, in all its political, social, and economic complexity.
There was nothing new in 1876 in the use of perspective to bring the growing and unruly nineteenth-century city to representation. What is new in the texts produced by Lissagaray and Eleanor Marx, despite their overblown language of romantic Jacobinism, is a sense of something closer to the modernism that comes after the Paris Commune: the notion that space and time have to be compressed and then expanded to capture not just a particular city, but a new concept of the urban: not a city, but citiness. The idea of commemoration, which, with its Victorian 'widows and orphans', might seem over sentimental in the context of later 'impersonal' modernisms was important, since the Commune was subject to what Colette Wilson calls 'the politics of forgetting': the strict censorship in the years that followed of any reminders of its memory. Verlaine's passion for Rimbaud was as a lover, an artist, and a fellow radical. In July 1872, the couple eloped to Belgium. There they socialized with the exiled Communards associated with the newspaper La Bombe in Brussels. 26 Verlaine even seems to have considered writing his own history of the Commune. 27 In September, they moved on to London, the other great centre of exile. Here, they quickly moved into a flat vacated by the Communard journalist Eugène Vermersch, thus entering directly into a network of exiles and pro-Communards that extended to all of radical London, including Lissagaray and the Marx circle.
It is from this period and these journeys that Romance sans paroles emerges. The collection is in four sections. The first nine poems, 'Ariettes oubliées' date from the period before Verlaine left Paris.
The second section, 'Paysages Belges' dates from the time spent in Belgium. The poem 'Birds in the Night' is given a section of its own and is the first of a series of poems with English titles, the rest of which, in the section 'Aquarelles' ('Watercolours'), were written in London. The last poem, 'Beams', was apparently written on the Dover to Ostend ferry on 4 April 1873. However, Verlaine's movements and border-crossings were actually even more frequent than this four-part division suggests. He left Paris with Rimbaud on 18 July 1872 and went to Charleroi in Belgium, then Brussels. On 22 July, his wife Mathilde came to find him, and he went back with her as far as the Belgian-French border, when he suddenly abandoned her to rejoin Rimbaud and return to Brussels. On 7 September both poets embarked for Dover from Ostend. In December Rimbaud went back to France, but Verlaine stayed in London. Rimbaud returned to London in January 1873, and they travelled to Ostend in April. Verlaine stayed in Belgium until May, when Rimbaud rejoined him, and they both went back to London. Verlaine left London again on 3 July and went to Brussels.
On 10 July Verlaine shot Rimbaud during a drunken argument and in August was condemned to two years in prison. Romances sans paroles was published in 1874 while he was still incarcerated at Mons in Belgium.
The London poems were therefore the product of a period of frenetic activity and YvesAlain Favre argues that Romances sans paroles marked a 'decisive rupture' with his earlier work. As we have seen from Lissagaray's tour of the Commune, the Palais des Tuileries, formerly the seat of Napoleon III, had become under the Commune a venue for patriotic concerts. 47 During la semaine sanglante the palace had been burned down by the Communards, ostensibly to impede the advance of les Versaillais, although the act was as much about the symbolic destruction of the home of the monarchy in the centre of Paris as a military decision. 48 In Monet's studies, which were painted from a room above the park on the rue de Rivoli, the ruins of the central part of the palace, are barely visible. The perspective, although more elevated, is similar to that of Green Park, with the gardens themselves in the foreground, peopled by 'impressions' of people and the Left Bank in the distance beyond the Seine. The vision of a green space in the city is the same in both paintings, creating a similar concept of the modern urban, which can apply to London or Paris. In the Paris painting, however, we can see the corner of the palace, the Pavillon de Flore, which still stands, but only a small portion of the burnt-out central section that had closed off the cour du Carrousel, which was left an eyesore and object of great political debates until it was demolished and removed in 1883. 49 Boime's proposes that Monet sanitises the view: 'Monet clearly avoided displaying the ruins by relegating them to a remote corner and focusing on the vast garden area between the old palace and the place de la Concorde'. 50 In cleaning up for the bourgeoisie, 'Monet's task, like that of the gardener, was to rake over the traces of the hated insurgents'. 51 There is an obvious riposte to this contention. If Monet wanted to get on with the 'housecleaning necessary to re-establish order', why did he include the controversial building at all? he includes not just the building, but also a small section of the ruins in the middle of the right hand side of the painting. This register of at least a hint of the destruction provoked by the fall of the Commune suggests a deliberate visual provocation, at least to those who know what they are looking for, which invites interpretation. Offering an alternative defence of Impressionism, T. J.
Clark (to counter the critic 'unfriendly' to Impressionism above) points out that far from being attracted to Haussmannite perspectives, the pre-Commune 'Impressionists' were drawn to spaces that exemplified what he calls the 'the city's arbitrary and unfinished character'. 
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One of two studies of the harbour at Le Havre painted on his return to France in 1872, the painting of the Channel port (which was also Monet's home town) 53 T. J. Clark, The Painting of Modern Life, 24. 54 It is of course a subject to which he returns later in his career. 55 Monet, Impression, Sunrise (Impression, soleil levant), Musée Marmottan Monet, http://www.marmottan.fr/uk/claude_monet_-musee-2517 <accessed 3 September 2013> depicts a crossing point between Paris and London and therefore a perfect place to represent the point at which they meet.
Impression, sunrise has a special place in the history of visual Impressionism. It is usually identified as the picture exhibited in 1874 that triggered Louis Leroy's satirical article in Le Charivari, which used the term 'impressionism' for the first time. 56 More abstract than anything Monet had painted up to this point, the painting depicts a fiery sun rising through a smoky fog, leaving a bloody stain on the water. Given its date and location, it is difficult not to interpret the painting in relation 
